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composition with the two central figures 
enclosed by a wreath and a winged figure 
at either side reminds us of the front 
panels of Roman sarcophagi. These class- 
ical tendencies, as well as the curious man- 
ner of expressing movement by flowing 
garments, which, according to Bertaux, is 
an exact adaptation of the theory of 
Duccio's collaborator, Leone Battista Al- 
berti, suit perfectly the fantastic art of this 
sculptor who expressed, better than any 



decoration and gilding, and another similar 
one with added sgraffito ornaments; the 
Certosina chest with intarsia; several 
cassoni with carvings all over, and partly 
covered with stucco ornaments, from Siena, 
from the Marken, Umbria, Bologna, and 
Venice. One of the most important types 
has, however, been unrepresented — the 
one with painted panels. Early speci- 
mens of this class are rare; most gener- 
ally, the panels have been taken out and 
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other, the atmosphere created by Sigis- 
mondo Malatesta around the name of 
Isotta at the court at Rimini. 

W. R. V. 

A FLORENTINE CASSONE 

A VARIETY of types of the fif- 
teenth and early sixteenth cen- 
tury cassoni of the Italian 
Renaissance has been represented 
in the ten specimens hitherto in the Mu- 
seum collections: the early Florentine 
chest, with straight walls, without color, 
and with no decoration except fine classical 
mouldings; the Venetian type, with stucco 



sold separately, because, very often, they 
were painted by some of the greatest 
masters, such as Botticelli, Pesellino, 
Piero di Cosimo, Andrea del Sarto, and 
others. Fortunately this gap has been 
filled by a recent acquisition — a cassone 
dating from about 1475, the panel of which 
is by one of the minor Florentine masters, 
but which in proportion, design, and color 
represents the finest type of this kind of 
furniture. 

Of all Italian chests, the Florentine are 
the most beautiful, and in the development 
of Florentine chests the type represented 
by this chest, without the exuberant, 
crowded, baroque forms of the sixteenth 
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century, is the most artistic. The outlines 
show the transition from the flat surface 
of the earlier style to the bold relief of the 
later Renaissance. Its carved parts are 
covered with gesso and gilded, and, where 
the surface is flat, as on the top, decorated 
with ribbons in a dotted pattern. The 
inside of the cover and the back of the 
chest show a painted imitation of the 
beautiful velvet brocade with pomegranate 
pattern of the early Renaissance, which 
was used at times to cover the backs of 
chests. The two side panels show eagles 
holding ribbons in their claws, very likely 
an impresa of the family for which the 
chest was made. We learn from a reliable 
source that it was originally in the Strozzi 
palace. The coat of arms of the family, 
however, does not appear on the chest, al- 
though the style proves beyond question 
that it was produced in Florence. The 
front panel represents a scene of great 
historical interest: the conquest of Treb- 
izond by the Sultan Muhammed II. Dr. 
Werner Weisbach 1 has given an elaborate 
and most valuable description of this paint- 
inginanarticleonsomeof thecassone panels 
of historical interest of this time, from 
which we quote the following paragraphs: 

''From the inscriptions which have been 
added to the different localities the scene 
can be explained. On the city to the 
right of the background is written 'Trebis- 
onda.' This is Trebizond, which fell in 
1 46 1 before the onslaught of the Turks. 
After the conquest of Constantinople, the 
Empire of Trebizond. which was standing 
under a Kommenian dynasty and which 
was torn to pieces by troubles within itself 
and by dynastic family quarrels, held out 
feebly for a little while. A coalition of the 
Orient, which the Emperor David tried to 
bring about for the defense of Asia Minor 
against the Turks, did not eventualize. 
When the Sultan started, he swept away 
the several populations one after another. 
He sent out the navy from Sinope to 
Trebizond ahead of him. After the city 
had held out thirty-two days, she gave her- 
self up when the army under Muhammed 
advanced, very likely on account of the 
treachery of the imperial agent, the Pro- 

1 Zeitschrift fur bildende Kunst, 19 12, p. 262. 



tovestiarius George. The Emperor David 
and his adherents were made prisoners. 

"Almost the whole panel is covered 
with battle scenes. The Greek warriors 
wear high caps, the Turks turbans. To the 
right, before the city, on the border of the 
Turkish camp is the Sultan Muhammed, 
holding the sceptre in his right hand. 
Sitting on the carriage near to the front is 
the Sultan, once more shown with a man 
accompanying him. The prisoners are 
brought to him from the left side. The 
two first — very probably the Emperor 
David and his follower, who await the 
Sultan's decision — are kneeling. There 
are also a number of episodes from the war 
placed one next to the other — so common 
in cassone paintings. We should not 
expect any reality; everything is free im- 
agination. The painter has, however, 
given to his countrymen still another 
topographical explanation. On the walls 
of the city which occupies the upper left- 
hand corner of the panel, is written 'Con- 
stantinopoli'. Three buildings are iden- 
tified by inscriptions; from the left to the 
right, the basilica behind the column as 
San Francisco, the church with dome as 
Saint Sophia, and the large building in 
three stories as the Palace of the Emperor. 
In addition, there are added as typical 
landmarks of the city the Egyptian obelisk 
of Theodosius, which stands on the Hippo- 
drome, and the column with Corinthian 
capital, very likely the so-called 'Column 
of the Goths', which is standing to-day in 
the Seraglio garden. We have, therefore, 
a 'prospettiva compendiata' of Constan- 
tinople which goes back very likely to some 
prototype of the kind, such as the city 
views of Rome. The walled place which is 
separated from Stamboul by the Golden 
Horn has the inscription 'Pera.' Farther 
in the background the fortress with its 
three towers is named 'Chastelo Nvovo'. 
This is undoubtedly the stronghold Rumeli 
Hissar on the Bosphorus whence Muham- 
med undertook his attacks on Constanti- 
nople. On the water to the right of this 
castle is written 'Mar Magior', which 
seems to point to the Black Sea. To the 
right of Pera 'Lostreto' are the narrows of 
the Bosphorus. In the city on the other 
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side of Pera, on the Asiatic side, we find, 
according to the inscription, Scutari. We 
see that the different places are rightly 
arranged in a general way, but are only 
placed together in too small a space. The 
topographical view, however, must have 
been based on real knowledge. 

"The style of the painting is Florentine, 
the cassone belonging to a group of cassone 
panels which have to be dated in the first 



although it may be that there are still others 
in private collections yet to be recorded. 
The present garment, doubtless a compan- 
ion piece, appears to be identical with the 
Munich cope. The material of these two 
vestments, which is apparently the product 
of the same loom, is a sumptuous brocade 
with a pattern of floral sprays in high velvet 
pile woven in deep rich tones of reddish 
brown, buff, and gray combined with dull 
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decade of the second half of the Quattro- 
cento, as they are especially comparable 
to a pair of cassone panels in the possession 
of the Earl of Crawford, representing the 
Persian wars of Alexander the Great." 

W. R. V. 

AN EARLY SEVENTEENTH- 
CENTURY COPE 

A MOST interesting and beautiful 
cope of Persian brocade, dating 
from the first quarter of the 
seventeenth century, is now on 
exhibition in the Room of Recent Acces- 
sions. Up to the present time but one 
other ecclesiastical vestment of this type 
has been known, the one shown in the Mun- 
ich Exhibition of Mussulman Art 1 of 19 10, 
*Sarre and Martin. Meisterwerken Mu- 
hammedanischer Kunst in Mlinchen, 1910, 
vol. 3, pi. 202. 



blue, green, and yellow outlined in indigo 
on a cloth of gold ground. The pattern, 
of a pure Persian type, finds a parallel in 
the ceramics of the Mosque at Ardebil 2 , 
where a serpentine vine with the same con- 
ventionalized floral forms appears in the 
decoration of one of the portals. It is 
interesting to note, however, an occasional 
reversion to the earlier Mongolian type of 
Persian art. Take, for instance, that 
point in the design where the stems emerge 
from what has been designated by some 
writers 3 on Eastern carpets as the "seed 
lobe" or "cotyledon" motif. This motif, 
distinctly Oriental in character, resembles 
closely the Chinese conch or umbrella 
symbol, which again suggests the cloud 

2 Sarre. Denkmaler persischer Baukunst, Ber- 
lin, 1901, pi. XLI. 

3 Stebbing. The Holy Carpet of the Mosque 
at Ardebil, London, 1893, p. 16, pi. VII, fig. 5. 
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